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I on avoit penſe dans les grandes villes 
21%": WWF anne a rote de Pagreable, | MW: : 
SED F auroit peut-Etre dans le monde _ 90 


„ e ques Sociétés Academiques de Profeſſeury, 
=: on conſacretyient> leurs Teances7 au | 


Ny tionnement du grand art dbenſeigner: alors 


_ public Ppourroit eſperer de poſſeder un 


Tour une methode raiſounce, fimple, prom 400 
Xa facile pour chaque Science & pour 
c que Art; & le Maitre en état de bien 
=o. elite pourroit eſperer de nietiter Thonu- 
dne etre agregé à la Societe, ended. 5 
„ 5 1 5 par Ia il ſeroit bien vite connu dans a 0 
„ "= plus vaſte Capitale. Faute de cette ſage 5 1 
* inſtitution le Diſciple & le Maitre 3 
” - fouvent un tems precieux: . . Pour ſeconder 

Ws, You & 40 autre, il ne reſte aujourd'hui que 
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Z ſur la méthode du Maitre; Ceſt . bo 1 
3 pourtant ce que tous les bons Mattres 1 
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peuvent pas 6h F 0 
bn 1 Un moyen plus oelle, & qui pourrait Y 
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tes une A Veducation'; "Peiotdatch oa 


bliroit parmi les Maftres'; on feroit des 


continuels efforts pour devenir Profeſſtur, 


comme on fait des continuels efforts pour 


devenir plus habile & plus ſavant; le pu- 
blic ſeroit eclairé ſur un choix tres impor- 1 


tant; le Maitre contribue en au 


; bonheur de la vie. 2 e en 11 i * 4 : 


indifferent; i y a, A la verite, beaucoup 
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La Mufique par exemple elt auer hüt . 0 | 
0 Fare qu'on cultive le plus, apres la Danſe, 


je choix du Maitre de Muſique n'eſt” plus 


d'Artiſtes qui ont teflèchi ſur 1 Mufique & & 


qui ſont excellens Mattres, mais it ft dif- 1755 
ficile de les reconnoitre. Les yeux „ 
Poreille diſent bien, fi le Muſicien eſt Leo- 
teur, Virtueſe ou Compęſiteun; le Virtuoſe'ſs = 


fait entendre & il eft reconnu; les œuvres 
parlent fue le Compoſiteur; le Leds, divine | 
les notes a vue; mais nul. ſigne extérieur 


n'indique le Profefſeur : c'eſt un etre pure- 
ment moral, -qui' reflechit, qui raiſonne, 10 
qui medite & qui analyſe ſon talent; il ne 
; cherche pas à ſeduire par le brillant de Ha- 
| bilets, ni mY le merveilleux de la Compoſi= _ 
dn it wenrie pas les flag 
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| very uſef 1 to 8 The and 
animated by A laudable. ambition, . . would 
redouble their efforts towards increaſing 
their knowledge, by the proſpect of be- 
coming profe Nees, thus the public would 
be directed in the choice of a ale ef, 
choice highly i important in life... | + + 
Muſic i is now the art moſt cultivated; after jb 
| that of: dancing. .. The choice of the maſter 


are, without doubt, many artiſts. who * 
excellent teachers; but how to find them 
out? it is eaſy. to diſtinguiſh the reader, the 

virtuoſo, and the compoſer, by the eyes and 


judge of his ability; the compoſer is known 


rapidly at the firſt ſight; but no viſible ſign 


analyſes his art; he does not endeavour to 


lent, nor by the charms of compoſition; 
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himſelf with filently deſerving the eſteem 10 


is conſequently not to be neglected. Thaw. -- 


the ears: by hearing. the virtugſoe we can 
by his works; and the reader by performing 


indicates the profe for. He is a philoſophical __ 5 ho 
being, who reflects, reaſons, meditates, and 


prepoſſeſs the mind by the brilliancy of ta- 5 0 | 
but, without enyying applauſe, he contents 985 
due to an uſeful member of ſociety: "This „ 


valuable 33 is "es 98 his 19982 # „ 
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hardie a toujours la preference & devient ſou - 


vent le precepteur des gens les plus eclairks, = 
Puiſſe cette diſtinction ne pas 6chapper 

aux peres de farnilles, le vievx prejuge fer 

bientöt detruit: alots le Mufciex ne feu 


— employe que pour ſa valeur; le plos 


abile ſera oblige de donner d'autres preuves 
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811 veut enſeigner; tout le monde ſaura 9 
a on peut bien Compoſer, & mal enſeighet _ 
la Compoſition. Peu-t-peu'on abandonnera 10 
la vieille routine, perſuade qu'elle ne peut Me 
former que des habiles Machines 64 notes 
par ſeconde; on ſaura, que Cc 'eſt A la Nature, 10 

 & non pas AV Art-que nous'd A 
tuoſes & les Compoſiteurs qui brillent aujour- RE 
@hui dans le monde, Ceſt en ce tems 
qu' on sbadreſſera au Muſicien Profe Naur pout | 


ons les 


$'Eclairer & pour 8 inſtruire ; ; mais on ne le 
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tet Etre eſſentiel, fa timidits le cache Aux 
plus relés partiſans del education j rignoranct 
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4 is a «welt which hides his merit, 88 


from the eyts of thoſe who' are the ' maſt 
jealous: parti ans f a good education; 


while bold ignoraànee makes its way, _ 


often deceives the moſt" enlightene. 
Many to be wiſhed that this ror 


- Ihe 


found that Nature not Art has afforded us 


| the number of Virtuoſos and Compoſers, _ 
daily exhibit their talents in the world. It 
is at this period that thoſe who wiſh to be 
enlightened and inftruged witthaverecourſs 
ta the Myfiar-Profefſer, who will be a- 
knowJedged tobe ſuch from his principles an 
method only. At this period. likewiſe 'will 
Bad ghar as pardon. me. for having antic 8" 
4 of reaſon in the Muße: * 
. 10 | World| 


be obſerved by heads of families; the old 
ee would ſoon be deſtroyed. 
Muyficion would then be employed for his 
merit only: the ableſt would be required to 
give other proofs of his abilities, in caſe he 
mean to teach; and the world would know 
that. it is -poſhible to compoſe well, and 9 
teach. compoſition al, By degrees , the. old „ 
track would be laid aſide, thro' the perſus- „ 
ſion that it can only tend to form clever os 
machins that can warble at the rate of 66 5 
notes in a ſecond; and it would clearly be 
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A dnticiper ſor ade „ laben Muficale, 


ils chercheront des reſſources dans mes Ou, 
wrages ®, En attendant je me conſole av s 
Tapprobation des Savans & des Amateurs 


Felairés: avec ce ſuffrage je crois' ne Pas 
Etre témeraire à vouloir me 8 à Londres, 
pour y profeſſer la Muſiqae- 5 
YE we ſuffira pour me juger comme Maitre. 
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Sans parler des principes phyſiques & geo- 
metriques de la rẽſonnance de ſons & de k 


vibration des cordes, qui appartiennent plu- 


tot au mibchanifme de la facture d'inſtrumenz 
qu'a Fart Muſical, je vais droit au fait pour 

developper au Diſciple la veritable théorie de 

1 Muſique; ſans fatiguer fa mémoire aveg 
une vaine erudition fur la Muſique des an- 
ciens & ſur Vincertaine origine des ſons de 
eee Je lui bs Ne tout bonnement 1 
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ments, than to the ſcience of mulic, and I 


World; - they will ſeek a reſource in my 


works*''In the mean while I conſole myſelf 
with the approbation of the learned and of 


the enlightened Amateurs, With theſe 


ſuffrages I hope I cannot be demed bold in 
attempting to ſetile in London to profeſs the 
Art of Muſic, A judgement of my abilities 
as a maſter, is to be formed from the oh 


lowing-abſtra&.' * 


I ſhall; paſs, over. id Genes the 1 
and geometrical principles of the reſonance of 
ſounds and vibration of chords ; as belon ing 


rather to the mechaniſm of making in u- 
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ſhall immediately. proceed. to diſcloſe to the 
pupil the real theory of muſic; and without 
charging his memory With uſeleſs erudition 
concerning the muſic of the ancients, and 


the origin, 'of the different ſounds. of the - 


oftaye ; 14 hall « only explain to him eve y 
thing, e the. ns. of” oh LN 
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to the blind and ęnthuſiaſtical 
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RC qu'on fait wa 13 ſors de votes > oe dans | 

___ . fraftionde Taste que or 75 ; 
We Far fettig & pes ſentiment Guns les , 
3 quand ils 
Pour fecondes, pour quartes ou pour fixtes' 
hk gamme. Prenant les fons de Focta ve 
1 Pour les 12 toniques, je les ſuppoſe fte 
. 8 r dun deen diſtans les uns des auttes, 
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| de 24 gammes de notte 


7 e fais encore abſtraion des 
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ou bien tout fin rag par Pet mots * 
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the thirteen ſounds of dur « 
ployed in harmony and mel od 
however, the changes made | a 
feelings of the virtuoſo, when foe ſounds ares 
Rs as Ader ads, hs, or 6ths, 
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Diſciple que Vench: 
cceflion des harmonies ſont le prin 
Textrait de toute Molique; a” Oy 
8 les harmonies ſont ord 
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& je lui 
s que les -harmonies (c'eſt a dire les con- 
ſonnances & les diſſonances) ſont les mots 
du langage Muſical; qu'elles oivent Etre 


hra- 
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monies dans une meme: gamme, 
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 Fifibly, d | - extent if the harmonies and 18 
the relation borg between the different keys. B 
inſtructions, proceed to Prove to the pu. . 1 
pil that the chain of connexion betw 05 


harmonies, form the principle and extract op 
all muſic, likewiſe, that the keys, together i 1 
with their harmony, Are e ranged and con- e 
ſtructed in the ſore, of the accompan 


ments of men of genius, upon the rules of - „ 
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In the firſt. place 1 3 by, the diffe- Or 
rent ſuoceſſions of harmonies in the ſame 1 
ſcale, obſerying that harmonies (chat! . 
ſay, conſonances and diſſonances) . 
words of the muſical language; that the * ee 
ſhould be ſo diſpoſed as to form a phraſe; 3 PERO 
that the oppoſite ect and contraft bw. „ 
imperfect and perſect harmony, gives te „ 
meaning to the harmonical phraſe „„ 
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harmonique ; qu iy guat re repos dans.outes 


14 17 - 


les gammes ;, que Ia conſonnance n 'eſt pa 

toujours mntonation dans la N 
qu'elle eſt tantot_con/rafte & ellicitalion, * 
tantdt repos ; que ſouvent pluſieurs conſon- : 
nances appartiennent A la meme gamme, 
deviennent tour A tour repos & ſe ſollicitent 
reciproquement; que les diſſonances memes 


font parfois des repos & foryent d'interro-» 
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BO, d admiration & de ſulpenon. ay 
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| f indique les quatre 15e de Is gamme 4 
leurs nuances & leurs Jolticitations ; je les fais 


. prononcer ſur le clavecin ou fur la harpe ou ſar. 


inſtrument avec lequel' le Diſciple" eſt le plus 
familiariſe; je les fais noter de deux ma- 
nieres. 12 Conſtruftivement, abſtraetieh 
faite de la meſure & du mouyement, otdon- 


nant les poſitions « ou renyerſemens des Har- 
: monies avec leurs baſſes naturelles & extra- 
ordinaires ſuivant les regles ordinaires de 


1a marche en ſens directe & en ſens con- 
traire, & concentrant le tout dans retendus 
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Mite" OY TP 757% in eber Neale; J 1 
donſonance is not always to be Nen 
as mronation in the conſtruction of a. 
phraſe, but is ſotnetimes placed as con- 
raft, and requiring the complete han- 
mony, and ſometimes. as a full reſt; —_— 1 
frequently many conſonnances OC : | 
to the. ſame ſcale, become, by turns, a 


C : - - * £ | 2 + 4s 2 - 


CCC 


* full reſt, and reciprocally require a com- 

5 plection of conſonance ; Finally, that even e 

5 diſſonances are ſometimes re/ts, and ſer re 

8 as marks of Interrogations, exclamation and „ 

ir Juſpenfion. Re, . „ 
1s 1 now ſhall ſhow my pupli' the! four + 
p reſts in the ſcale; the ſhades between them, „ 


and their imperfedt harmonies ; making him 
touch them upon the hatpfichord, harp, or 
any other inſtrument moſt familiar to him. 

I note them two ways. Firſt, according to 
their conſtruction, putting afide the time _ 
and meaſure, ranging the poſitions, or in- 


verſions of the harmonies, with their na- 1 
: tural and extraordinary baſes, according to. 
dhe uſual rules of progreſſion, in a direct or 
Wn contrary ſenſe; including the whole within 5 
WR the natural limits of harmonical' ſpeech.” 
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comme un repos de point; ecrivant par des 


( 9 


par * rondes les notes du oremier & plus 


grand repos de la nn que je regarde 


Blanches les notes du ſecond repos, repos 
de deux points; Ecrivant par des blanches 


pointees les notes du 3eme repos, repos d'une 
: virgule & point; Ecrivant par des croches les 
notes du 4eme & plus foible repos de la 
gamme, qui figure dans le diſcours Muſi- 


fical comme un repos de virgule ; ecri= 
vant-enfin par des noires les notes de toutes 


les ſollicitations. 


22 Je fais noter les meèmes phraſes harmo- 


niques avec meſure & embelliſſement pour 
introduire le chant barmonieux & * chant 5 


melodienx. - : 
De la ſucceſſon des bauch dans la i 
meme gamme je vais au ſecond chapitre des 


lecons ſur la conſtruction & j'infiruis mon 
' diſciple ſur le changement & ordonnance des 
tons. lei je fais abſtraction de la richeſſe 


harmonique que le diſciple fait deja pratiquer 


dans chaque gamme, & je ne choiſis que la 
conſonnance de la tonique, qui eſt le princi- 

pal repos, & qui ſert d intonation A tout ton; 
je choiſis encore les diſſonances de ſeconde, 


The Giſt ad be oft in the ſeats; 
1 confider as a period ; the ſecond reſt, as 


a colon; the third 7%, as a ſemicolon 3 the 


fourth, or weakeſt ref, as a comma; and 1 
mark them as follows. The firſt and prin- 
cipal reſt by a ſemibreue; the ſecond, by a 


minim ; the third, by a minim with a dot after * 


it; the fourth, by a guaver; and finally all 
the notes calling for a reſt, by crochets, _ 


29 I make the pupil write down . | 
fame harmonical phraſes in time, and with 


embelliſhments, in order to produce both 
the harmonious and melodious ſtrain. 


From the harmonies produced in the 


ſame ſcale, I now lead the beginner to the 


ſecond chapter of leſſons on their conſtruc- 
tion, and give him jnſtructions concerning 
the changing and ranging the keys, I 
muſt here except the great diverſity of har- . 
monies which he has already learnt how to _ 
produce in every ſcale; and confine him 


to the tonic conſonance, which is the prin- 


-cipal reſt, and ſerves for intonation to al! 
the keys. I take alſo the diſſonances of 


ſecond, fifth, and ſeventh as preparative for 
1 9 9 . gs” 
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bY pPréparer les tons; 8 un 1 peu: FEleve "I 
ll. e prononcer & annoncer les Aer, : 
| tons ; enſuite J expoſe le principe du change- 
1 ment de ton 2 heu pers dan les teens 

| ſuivans. 


difffrente ; on peut lever & baiſſer la to- 
nique de pluſieurs degres; le nouveau corps 
ſonore peut avoir un ou deux ſons communs 


i _ eſt lie dans fa marche, elle va par gradation: 


bres de la nuit &'&paiſſiflent & 8 <aircifſent; 
la crainte & Teſperance ſeparent le plaiſir de 
la peine; tout ſentiment nait, croit, decrott 
& meurt. Exprimons cette marche natu- 
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degres du naturel à tous les dieſes 3 retrogra- ; 
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| Chanzevin FAR ton, en n'eſt pas in- 5 


avec celui du ton quitte; il peut mEme com- 
poſer une harmonie toute nouvelle. En- Re 
chainant les tons, imitons Ja Nature; tout 


1a lumiere du Jour croit & decroit ; les tène- 


relle & fimple; augmentons ou diminuons, | 
les dieſes & les bemols, un à un; parcourons | -1 
les gammes de proche en proche; allons par 


dons par degres & allons de meme du natu- 


"it 


br 


"a 1 „ 
be che key. Here 1 make my pupil 


practice to announce the different keys, and 
afterwards explain to him nearly in the fol- 


lowing terms, the principle * which 
me changing the keys is founded. „ 
The intonation is very fat e FRY 155 
immaterial in the changing of the key, the 
Ton'ck note may be raiſed or lowered many | 
degrees z the x new y combination of notes s may 6 


1 


key juſt ef, it may alſo 8 ai new 5 


harmony. Let us now examine the rela- 


tion between the keys, and let us follow hs 
Nature. All her ſteps are connected toge- in 
ther; the: goes by a regular gradation; 
night alternatively increaſes and decreaſes; _ 
its darkneſs 'thickens and clears up; ; fear 
and hope interpoſe between pain and plea- 


ſure; even the feeling of the heart has its 
wonted period; it riſes, grows up, decays, 
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and dies. Let us, I fay, follow the ſame 1 
proceſs, ſo natural and ſimple; let us beginn 
by augmenting or diminiſhing the number | 
of Sharps and flats one by one. Let Os OW 
over gradually all the ſcales: let us proceed  _ 
by degrees, from the natural key to all the 
args ; then ROE: by e wo * 
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; tel a tous les bemols ; rompons par fois run | 


formits, omettons les tons unteres 
\& fautons du naturel a 25 3. 4K 5 digen, ou 
du naturel A 2, 3, 4K 5 bemols ; car la Na- 
ture elle meme eſt quelquefois extraordinaire, 


du moins parcit. ell retre: nous ne voyons 
 fouvent que les extremes ; les degres inter- 


madiaires nous &chappent ; elle produit des 
phEnomens & nous etonne. Ne la conſul- 


effrale. Banniſſons pour jamais de la Mu- 


que les marches qui ennuient & qui! bleſſeot 


1 Seele, RB. 7 

Après ce debut j J ad & j examine tous 
les changemens poſſibles, je les diviſe en 
changemens ordinaires & naturels, & en 


changemens extraordinaites W & je les reduis 
2 quelques chefs: j je developpe les chatnes 


naturells & generales, c 'eſt-a-dire, bog cercles 
de tons . a 9225 & de lad a la px. les diffs | 
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tons pas quand elle fatigue, ni quand elle 
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ſhall go from the natural key 10 all the 
fats. Then let us break through their 
order; and omitting the intermediate keys, 


let us ſkip from the natural key to #49, 
| three, Jour, and five ſharps, or from the 


ral and common changes; and extraordinary 


of E. from 0 to C; and from 4 to A z Foy 


ſame, to as many Fats. Nature herſelf is, 

or ſeems to be, ſometimes very wonderful; 

but we are very imperfect judges of her 

conduct: we only obſerve the extremes 3 

letting the middle degrees 2 our atten- 

tion: by that means we look upon the moſt 

ſimple effects of her economical ſyſtem as 

= phcnomenons. In Muſic nature muſt not b 

© conſulted, when | the is either fatiguing to 

W our minds or difficult to our conception 

every progreſſion muſt be baniſhed, that 

is either tireſome or offenfive to the ear. 
After theſe. ſhort introductory obſerva® _ ; 

tions, I diſplay and examine all the poſſible 1 0 

changes. I divide them into two claſſes; ; hatu- 


changes; ; and I reduce them to ſome parti= _ 
cular ones. 1 expoſe the natural and general 


chainof connexion, thatis to ſay, the ſucceſſion ; 
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rentes robes ali Indigüe led 1000 4 


intermediaires entre deux tons donnes & dif- 


8 ferentes manieres datriver wh un ton. 1 
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lei je anvacedta; u un De pour familiariſer Ia 


tete du diſciple avec les chaines générales & 


5 indéterminses de tons; car on ne choiſit bien 
les marches particulieres de chaque morceau, 
que quand on eſt maitre de toutes les marches. 
Je fais noter les exemples & les fais pro- 


noncer ſur Vinſtrument repreſentant les tons 


d'abord par leurs intonations ; enſuite, les an- 
nongant par la diſſonance de leur dominante, 
par la diſſonance de leur ſenſible, ou par la 


double diſſonance de leur leconde & 1 leur 


dominante. e ee eee Rl OY 


1 


Apres cet exercice e Fabandonne h thalae 
generale, & je dis au Diſeiple: ſerrons le 
cercle des tons, & ne parcourons pas dans 
bY meme exemple un fi grand eſpace, ordon- 
nons les intonations analogues & voiß nes 
pour approcher la chaine conſtructive des 


tons qui entrent dans la compoſition des mor- 
ceaux uſites en Ae bornant Pattention, 


Q — «c >a. 


| 8 


jo 


coming into any key whatſoever. 


pil more familiar with the general and in- 


cular progreſſion. of a piece of muſic, ex- 


ſuch a manner as to bring together the 
line of conſtruction of 


Aifferdnt an Wet ann 
time the intermediate keys between two 
ſtated keys; and likewiſe different ways We 


I think it neceſſary to dwell upon. this 
head ſome time, in order to render my pu- 


termediate chain of keys : for it is impoſ- | 
ſible to mike a right choice of the parti= 


cept one be maſter of them all. I make 
my pupil write down examples, and after- 
wards play them upon an inſtrument, de- 
ſcribing the keys, firſt by their proper in= _ 
totation; afterwards atinouncing them by the 
diſſonance s or ſeventh ; or by the dou- | 
ble diſſonance of their ſecond and ]. | 
This having been ſufficiently praiſed ; | 
we ſhall leave the general chain of con- 
nexions; and, contracting the circle of keys, . 
ſo as not to run over ſo great a ſpace in a | 
ſingle example, we range the intoriations 
analogue, and neareſt to each oo ET 


of the keys, which 
are employed in the current compoſition — _ 
of muſic, Thus * e the atten- e 

| dien 0 7 
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-on peut la captive; e n peat perſuor 
&-ſeduire, : 


| c 

1 lei je hee bas exemples des tons naturel- 
lement ſubordonnẽès à un ton principal majeur, 
| & de tons naturellement ſubocdonnes à un 
ö ton principal mineur. Je diviſe la chaine | 
= conſtructive de tons des morceaux de Mu- ? 
: fique en conſtruction d' Ariette & en conſtruc- | 
: tion de Recuiatif: je ſubdiviſe le Recitatif en 
Recit femple & en Recitatif oblige, Je donne | 
des exemples de Pune & de autre con- a 
ſtruction. Jen fais faite de pareilles a mon | 
Diſciple, qu'il note toujours de deux mani- | | 
eres; conſtructi vement, abſtraction faite de la 
meſure & avec meſure & embelliſſement. n | 
les prenonce t toutefois ſur l inſtrument. . | 

Pour perfectionner le Diſciple ddde Fe FADE | 

cation & dans la compoſition de la confiryo:. | 
tion, Je lui fais les cd rays” | 


12 Dans la conflenttion. d' ariette 72 egen 
un ton principal qui. commence & finit le 


DP morceau; ce ton domine ſur tous les tons in- 
5 jermoplioirgs gui ſont ordonnes de maniere A 
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charmed. 


Here I give examples of. thoſe "vn 
W are naturally dependant on, and go- 
verned by, à principal major key; and of 
thoſe, which are influenced, in the like man- 
mer, by a principal miner key. I divide 
che conſtruQiye. chain of keys in pieces of | 
muſic, into that of the Airs and that of Re- 
citatiwe: 1 ſubdivide the recitative into 
nie Reritative, and into Necitatiue Accomm 


panied. I give examples of both; 1 


make my pupil do the ſame: writing them, 
as uſual, two ways, Firſt confirudively, 
laying. aſide the time? then in time, 
with embelliſhments, making him at * 
ſame time, play them on an inſtrument... 
la order to render my Pupil perfect i in 
we explanation and compoſition of con- 


bruce, I Jay down the e . 


= vations. 


Iſt, In the. ra 6 an SY ane 15 


a principal key; in which the air begins 


and ends. Upon this key depend all the 15 
intermediate ones ; 'which are 1 e 105 
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ramener ſouvent 4 principal 10 tout 4 


ſubordonne, 


5 NY 


dant tout fimplement comme dans la chain 


divers les cris de douleur, de ter 


naitre 55 


e Dans la eonſtruction du Nac lrgon ne 
voit pas une fi grande ſourniſſion; pour Lor. 
dinaire un ton commence & un autre finit* 
tes tons intermEdiaires y font auffi quelque- 
fois enchalnẽs fans ſubordination ni av pre- 
mier ni au dernier ton du morceau, ſe e 


generale, tantdt natureHement & tant6t wh 
traordinairement. En general Punite d'une 
intonation dominante ne peut pas avoir lieu, 
quand plufieurs paſſions diverſes be ſouvent 
tres oppoſces agitent & dechirent le eceur, 
pour y regner tour -A- tout. L'ame livede au 
ſentiment par leurs combats & par leurs vie- 
toires, eſt bientöt eſelave du dlire; Fimagina- | 
tion s exalte & offre aux ſens mille fantömes 
eur & de 
de ſeſpoir ſortent du fond du ceur, ſe ſocce- 
dent ſans ordre, fans liaiſon, & ſe confbndent 
avec les accens deregles de joie & de phaſir, 4 
Il faut du mouvement & du defordre- parmi 
les intonations intermediaires, pour ſuivre o 
RO" violent, nnen, & pour faire ; 
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as bo bring the frequent return of the ptin- 
pal key, to which they are all ſubſervient. 


key of the compoſition : ſimply ſuc 


times naturally, ſometimes in an uncom- 


and often very different, paſſions po 
ad rend the heart by turns. T. 


terror, of deſpair. ſucceed to each other; 1 


* 


24. In the conſtruction of the Necitative, 
the ſame ſubſervience © ib not ' obſerved? = 
commonly it begins in one key, and finiſhes | 
in another. The intermediate keys im it 
are, alſo often times connected, without. 
being influenced either by the firſt or laſt "0 


one another, as in the general chain; ſome- | | 


mon manner. In general unity of the vr 
vailing intonation cannot exiſt, when many, y 


The ſfoul'in 
prey to different emotions, becomes intoxi- 5 
W cated by their continual ſtruggles, and alter= yy 
nate victory: the imagination exalted, NE, 
faſcinates the fenſes, the ſhrieks of grief; of 1 


without order, without connexion, aud are „ 
often confounded with the incoherent . 
cents of joy and pleaſure. In order to fol- 1 
low this violent, and tumultuous language 05 
of the e heart, the movement muſk be mm. 
" "OO „„ 
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naitre de parcilles 
PAuditeur.- e 10 
* elt 8 8 & Aug 
Vs |  * Jement ſubordonnes au principal ne ſont pas 
Ws les ſeuls tons interm{diaires, tous les change- 
mens naturels &  extraordinaires peuvent 
fournir des tons intermediaires tant pour la 
conftruRtion d Ariette wo pour celle du * 
citatif. 4 
L e e 3 & 
arrondiſſent le champ de la gamme princi- 
pale; leur ſecours eſt néceſſaire pour deve» 
lopper & pour ſuiyre le ſentiment dans ſes 
gradations ; Laffection la plus legere produit 
des ſenſations diverſes; un tout le plus ſimple 
eſt compole de parties tres diſtinctes, & Ja 
plus grande varict& orne la moindre partie. 
Les tons intermediaires ſubordonnes à un 
principal font donc des clemens eſſentiels 3 ala 
conſtruction Muſicale, ſoit qu'on veuille parler 
le langage des paſſions, ou qu'on veuille imi- 
ter la nature nen PORE former des. ta- 
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_ bleaux,... „ 
| 2 Tous les tons een ne _ =_ 
| 8 neceſſaires a la conſtruction d'un ſeul 
morceau; ic 
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Weg aud calculated to raiſe the ſims | 
ſenſations in the hearer, 

zd. The keys analogue, Waker to each | 
other, and naturally governed by a princi- 
bel intonation, are not the only ones which 

are intermediate; all the natural and par- 
ticlar changes may ſerve for intermediate 1 
keys, as well in the eonſtruction or re b 
of Recitativen. e 
4th. The intermediate ſcales t Hit 
give a regular form to the field of the ptin- 
cipal one. They are highly neceffary, in 
order to diſplay and follow the expreſſion 15 
of ſentiment, in all its gradations. Th 
lighteſt affections produces diverſe ſenſation s:: 
the ſimpleſt whole contains very —_— *: 
conſtituent parts, and the greateſt ns 
graces. the ſmalleſt of it's diviſions. The - 
intermediate keys, ſubordinate to a prinei- bay. 

pal one, form, then, the eſſential elements 1109 

of muſical conſtruction; whether we mean 


to ſpeak the language of paſſion, of to give — 
. repreſentation; of ny n in the TO 1 
nt tem of nature. „ 
eul . 52 All the in ediat keys are not ne- 
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morceau; la mans principale att | 


avec les gammes de la quarte, de la quinte 
& de la fixte offre un champ tres fertile, 


Hy a des beaux morcaux encore moins 


<tendus ; nous avons meme des airs char- 
mans qui ne ſont fondes que ſur une ſeule 
gamime: un ou deux changemens extrior- 


dinaires meles avec quelques intermediaires 
naturels, pourroient ſuffice aux inflexious & 


aux gradations de la paſſion la plus fou- 


gueuſe, ainſi qu au deſſein du Pw 195 f 


phenomene. 


FF be inandtibtes wa- | 
texrpedizines ne ſont pas indifferens, le ton 
principal meme n'eſt pas arbitraire: mais 


ce n'eſt pas Vart qui peut les fixerz foh 
affaire eſt de familiariſer le Di'giple avec 


par le genie & dirigs par le bon god, 


1 donne la vraie intonation, & n'emploie | 
que les ſeuls intermediaires neceſſaires p¹fỹ 
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tous les intermédiaites & avec tous les 
principaux.' Le Compoſiteur. medite fon | 
ſulte ſon ſentiment & crit. S'il eſt infpire | 


Tay 


the Oe” "REY together kh Wolz of 
the faurth, Aſth and ſixth, offer a field, ſuf» P 
ficiently fertile. for compoſing, -, There are 
very fine compoſitions, of leſs extent than 
this: we hays even delightful airs, compoſed = 
only upon one ſcale. One or two particular 
changes, together with ſome intermediate 
natural ones might fuffice to expreſs the in 
flexions and gradatiens of the maſt impe- 
tuous paſſian, as well a5 the firigp. of ay 
greateſt phenomenon. 
62 The number and tis of 1 
diate keys are far from being inſignificant; 
even the principal key is not to be uſed ar- 
W bitrarily, But it is not the affair of art to 
died the choice: art can only render the 
paopil familiar with all the ux and in- 
termeqiate keys. The c medita 
upon bis ſubject: when he is Roe | 
conſcious of -poſleſſiog} it, he coglylts -his 


are vecefliry for an oem neg or On, | 
oo "OM WIEN | 
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feelings, and then writes. If he is inſpired _ 

by genius, and directed by a gaod taſte, he 
fixes at onee on the right” intonation; at 
_ employs thoſe intermediate keys only, which 
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| donner au Diſeiple ſur le choix & ordon- 


nance des tons, c'eſt de chercher à plaire à 
Toreille dans tous les cas; car Yorgane une 


fois charms; le chemin du cœur eſt ouvert; 
| alors le moindre mouvement ſuffit' pour 
 Greiller les paſſions ; ; celles-ci excit6es & 


calmecs a propos, on diſpoſe du ſentiment.” 
Le Diſciple tant un peu familiariſe avec 


* changement & ordonnance des tons, je 
reviens à la ſucceſſion des harmonies dans 


fa meme gamme; ; je meéle enſemble les 


deux parties de la conſtruction, & je pro- 
mene le Diſciple dans le labyrinthe des 


24 tons, ſuivant la chaine generale, Parretant 


de tems en tems pour lui faire pratiquer les | 
phraſes harmoniques. Nous employons tous 


les repos, & toutes les ſollicitations, une par- 


tie dans une gamme & une partie dans 


une autre. En marchant nous prononcons 


le ton tantdt, & tantöt nous l'annoncons. Je 
meuble la tete du Diſciple avec des belles 


penſtes harmoniques & avec des marches 
de tons choiſies. je lui dicte de nouveau 


Ades exemples de conſtruction 4 Ariette 1 
i ds conſtruction "au RWanys) je les lui fais 
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of The ; advice, that the i 0s 
give the pupil concerning the choice and the 
ordering of the keys, is to endeavour, in all | 
caſes, to pleaſe the ear; for the organs being 
once charmed, the way to captivate the heart 
is open. Then very little movement is ſuf- 
ficient 'to awaken the paſſions; and ' theſes 
being ſkilfully raiſed ad OY nn 5 
commands the heart. mM... 
The Beginner 8 now a little er 
acquainted with the changing and ordering 


of the keys; I return to the ſucceſſion f 


harmonies in the ſame ſcale; and d putting to- 
gether the two parts of conſtruction, I exet- 


ciſe him in the labyrinth of the twenty-four 6 


keys, according to the general chain; in- 
terrupting him from time to time to make 
him practiſe the harmonical phtaſes. We 
introduce” all the reſts, and all the notes of 


lulpenſion, rng! in the one ſcale and partly oh 


in the other. In; proceeding, we found þ 
the key; Fang we andunce it. 1 


now furniſn my pnpil with fine harmonical 5 0 
thoughts, and with the progreſſion of ſonmm 


elected keys. I dictate to him again the con- 
woche of 


rs and of e making 15 
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noter & prononcet ſur Viaſtrament 1 je lui 


donne des exemples notes, pour qu il explique 


leurs marches de tons & le choix des phraſes; 
du plus fimple je vais au plus bomplique, 


commencant par des exemples qui nont 


mens de tons & en phraſes harfmohigucsz 


je donne toutefois pour preuve & pq ur eclair- 
eiſſement des morceaux de Muſique conhus 
& fondés ſur nos conſtructions ; par ce 
moyen mon Eleve apprend en meme tems 


Vanalyſe qu la decompoũtion Muficale, 


Pour le perfectionner ſer cette partie, je 


lui fais remarquer le chant diviſe en phraſes; 


je lui fais temarquer que la conſtruction 


harmonique eſt Laccompagnement du chant 
& de la partition. ſe lui fais remarquer 


que les notes du chant & des accompag- 
nemens meſutes ne ſont pas egalement im- 
portantes, que les unes ſervent aux autres 
d' ombres & de liaiſons; que Tharmonie 
accompaguante renferme Jes notes eſſeuti- 

elles: quill 7 2 rarement plus d'harms- 

| nies que de tems: que fouvent 1a meine 
Ae a a ren & quelle 


+ 


FL WTF ies. gg en 
| We 7 1 R 


108 


5 
joh 
g= 
nie 
nh. 
Pl 


TY 
— 
* 


I 37 * 


him write them, and afterwards _ them 
upon an inſtrument. I give written exam 
ples, in order that he. may explain the 


proceſs of keys, and the choice of phraſes : 
I advance from the moſt ſimple to the moſt 


1 complicated; beginning by 1 examples \ 
WW which confaſt only of one ſeale and one 5 


phraſe; then going by degrees to thoſt very 


1 in changes of keys and harmonical phra- | 

'F" give him, for proof and illvſtration 
1 or ehis pieces of muſic known, and founded 
vpon my rules of conſtruction. By this 
means, my. Pupil, at the ſame time, learns 


ofition. . In 


the muſical analyſis, or decemp 
order to perfect him in this branch, I mark 


to him an air divided into phraſes, and prove 
that the harmonical conſtruction is the ac. _ 
companyment of the air, and of all the 1 
W parts in the ſcore: that the notes of che . 
and of the accompanyments in time, are not 
equally important; ſerving to one another 
as ſhades and contiexion : that the harmones 
of the accompatiyments contain the efſential — *_ 
notes; there being rately more harmonies — - ' 
than meaſures: that the ſame harmony fre- 1 
aueny continues through the whole me- 
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? joute x: quelques notions ſur Vanalyſe, & 
j'exerce le Diſciple 3 a voir promptement 12 
conſtruction harmonique dans le chant avec 
fa baſſe, & dans le chant ſeul. Je vais par 
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enjambe quelquefois fur la meſure ſui. 
vante: que les repos du chant tombent for 
les notes des barmonies report. 


Pour perfectionner mon Diſciple for Ia 


| compoſition & embelliſſement d'un canevas 


de conſtruction harmonique, j je multiplie les 


exemples, & je lui fais appercevoir la diſ- 
tance qu il y a de ces paſſages fourmillans de 
notes, introduits en Muſique par I Habilete, = 
au chant dialogue & intentionné, dict par = 


le. Genie. 2 


lei finifſent mes e for Fart ts modu- 
ler; les principes developpes ſont la baſe 
de toutes les parties de la Muſique; ce font 


- Is 


les elemens eſſentiels de la lecture, de Tac- 


com pagnement, de y ex6eution, * de la com- 
D 


Pour les legons Fl accompagnetient Ja. 


gradation des airs ſimples aux _Ariettes, & 
aux : Rect gt; 5 en len 


4 plus 1 
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ſure; and ſometimes enters the following LN 
one; and finally, that the reſts of the ſtrain 5 N 
fall on the ſame notes wich the" of the „ 
karmonies called refts. ee 3 
With a view of AFR my „ Pupit' ht 
fect in the compoſition and embelliſhments 
of a canvaſs of harmonical conſtructions ; 
I multiply the examples, and make him ob- 
ſcrve the difference between thoſe paſſages, | 
abounding with a multiplicity of notes, in- 
* W troduced in Muſic by the ſkill'of the Com- 
— poſer, and the expreſſive ſtrain 
u- dictated by Genius. N 
I here end my leſſons on the art of 1 mo- 
dulating: theſe principles once explained, „ 
are the baſis of all the other branches f 1 
Muſic: they are the eſſential elements for e 
reading accompanyments, for execution, and 5 
for compoſition. „ FG 5 
In my leſſons on accompanying; 3 add . „ 
Firſt, ſome reflexions on the analyſis: and! 1 
accuſtom my Pupil to ſee, readily, the'har= 
monica] conſtruction, in an air with the baſe, ' _ 
and in an air without the baſe: I proceed, 
by degrees, from ſimple Airs to Recitatives 
accompanied, and Airs the Non * ah 
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ey 


Tandis oe Nous analyſans, le Diſciple 5 * 


tion harmonique, d'abord abſtraction faite 
de la meſure, & puis une ſeconde fois en 
obſervant la meſure & 15 monremone * 
morceau. 


conſtructions: j'en fais autant pour celui 
qui veut ſavoir lire la baſſe chiffrés. 
ſtruit ſur la gonſtruction harmonique ſuivant 


ture, les noms & les fignes des accords ; 


beaucoup de ſecours pour trouver les 1 in · 


ſonnans & en accords diſſonans. Nombrant 
les accords j'obſerve la regle philoſophique 


diſtinguent les ui 
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ſur le clavecin ou ſur la harpe la conſtrus 


Fo J ajoute ; 5 e F 1 vids 
je Diſciple qui veut chiffrer la baſſe de ſes 


In- 


mes principes, on apprend aiſtment la na- 


connoĩſſant les enſembles de ſons relative- 
ment à la gamme, on n'a pas beſoin de 


tervalles qu 'ils font avec leurs baſſes. 
le diviſe les accords en accords amples 1 
& en accords compoſes ; en accords cot 


de la defititon, & je nomme les gualite: 
efentielles & di iftrentielles ; les noms & les 
ſignes expriment Ia | pature des accords & 
s des autres. Je prouve 
qu'il y a en Mobuers accords ſimples, 3 ac. 
e de ſeconde ou de a 3 tierces, 
3 e 


14s 


l nnn a Popil playeinpcy 
the hirpfichord e the Harp, the hirmonical 
confiraQion; firſt without regurding nee 
then, obſerving the time wg han « | 
the e WOT 2905.15 - 713: 
[$eebny; (1 400 the Medline if He ated , 
for the uſe of thoſe whs with to matk the 
acorn panymetit tot the baſe of "the conſtruc- 
tion with figutes, © as well as of this(e whe 


al 


wiſh to read at when marked. "his Leatnet 1 5 


being acquainted, with the harmonica con- 
ſirudtion,. according! to my ru les, it Will be 


eaſy. for bim to learn, the nature, names, and 70 


ſigns of the accords; and, knowing the body 


of ſounds relatively to the ſcale, he will * po 
himſelf bnd out the intervals they OY with Tu 


their baſe. - . me 
WR 775 


I divide the accords: into imple My - 1 


pound, odnſonant and difſonant. In num- - 
bering the accords I _ the Layer of 0 
cal rule of definition 
dial and differential ene [Fob mes aud 
| Ggns indicate the nature of accords, and dis 
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ſtinguiſh them one from another. 1 prove oo. 


that there are in muſic nineteen fimple We : 
co three "ook of ſecond or ninth, three 0 
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. * 1 
oo quarted, 3 quintes, 3 aten 3 Ann f 


& une octave. je prouve que chaque accord 
ſimple determine la gamme par ſa nature, & 


meme les ſons qui doivent lui ſucceder pour 


le ſauver, en cas qu'il ſoit diſſonant. 


Sur les accords. compoſes, Je derelopp 


Ie notions ſurvantes;, S 


232. Tout accord. ſimple peut etre accom- 


pagnẽ par un, par ous SE: trois autres 


accords ſimples. 


22 Les combinaiſons d. accords font Muſil \ 
cales toutes les fois qu'elles font avec la 
baſſe un enſemble harmonieux, c*eſt- 5-dire 
une conſonnance ou une diſonance de 4 


gamme. 
33 
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columns of . e 
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N tre PROM three fifths, thres Peeks; 
three ſevenths, and one oftave; and that each 


fmple accord determines the ſcale by its na- 
ture; and alſo the ſounds which ought to 
ſucceed in; in W order to dem a n wil it "a 
diſſonant. e ih 


Upon whe compound. accords I make th 


fol obſervations. - 


19 All fimple accords may be h 
by one, tevo, and three other ſimple accords. 
29 The combination of accords is muſical 


whenever it makes an harmonious body of 
ſounds with the baſe; that is to au, a con- 


ſonance or a diſſonance of the ſcale. 


3? The moſt complete conſonant cates 


nations are included in the three e | 
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4? The moſt. complete. diflonant combi-. 


nations are included in the four fol Wa 8 


* 0 
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roy n. par ſui7, arcubd; de Axa, W 
ord de quarte & fixte, ſont les noms abrégés 
des 3 combinaiſans canſopnantes, Fs il y en a 

un de Schach b ð ͤ is has 8 


- 16? Accurd de ſeplieme, Wade 10 Goth * 
_ accord de quarte & tierce, & accard 


de ſeconds font les noms abreges dey 4 com- 
binaiſons W lb & L 7 en bu nech 10 


| ehaque Ele ot at SPN 
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Pour familiariſer. le Dittiple avec tous, a ces, : 


accords, je multiplie les exemples &, Je lui 


fais ſouyent reſondre un triple ae ee 


fur un accord quelconque: 1? Je lui fais 


noter Tagcord ſur une baſſe donne; 29 6 


le fais noter dans un ton; 35 je lui fais 
deviner Faccord avec. toutes ſes combingi- 
ſons, en lui donnant la baſſe & le chant,. 
Je lui fais exẽcuter la Oe. chaſe fur Tine. 
Arument.': ], 


Le dane dan un ben 6 exer fur tous - a 
ces 


Ms anni. a= FF * 


dang, ces ſept. combinaiſons, on a les accords 
_ compoſes d'une moindre combinaiſon; Jen, 
donne le detail ainſi que celui des 6 accords. 
conſonnans & des 36 accords Ae ea 


ts ) 


32 Fuer deri, od ef bath accord 
of fourth and ſixth, are the abbreviations of 
the three Fonlopant combinations: i therg ars 
two of each fort. RO Ks 
6 "The, accord 0 et, the —— 
of fixth and Hfeb, the accord. of fourth and 
third,” and laſtly, the accord of. ſecend, are 
the abbreviations of the four diſſonant com · 
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binations: there. are nine. of each kind: 


7 If. we leave out one or, two. * 
accords i in theſe ſeven combinations, we find 
the compound, accords of a lefs combina- 
tion; of theſe I give the detail, as well ag of 
the fix conſonant. accords, and the on. 
complete compound diſſonant ones. 

In order that all the accords may grow fa- 


miliar to the pupil, I. multiply the examples, | 
and make him often ſolve a triple problem 
upon any accord whatſoever, Firſt, I make 


him write down the accord upon à ſtated 


baſe; ſdcondby ! make it be written iu 2 


key; thürdly, I make him find out tthe AC- 
cord, wich all its'combinations, giving him 
the baſe and the air: Ae edel, make him 
execute the fame thing upon an inſtrument. 

Weg | £73 in alt 


$2% 


. & 2 
RN 4 — Ss - 1 
. &* . — 5 — Sw — * FS an W 
s 2 © >, Re I foes a < 73a a8 6-4 * NY > las. ld r 
5 r 1 * — EE * — 4 
A AnCes, 2 >, 2 - : - * 
rr — _ — — 4 — 
7 2 
— —— Ä - - — 


4 
Ne 


IR 
2 . 2 —— Sau p _— 
: _— OR SEG a . 
Oe Pg — —— gc 


2 — — 
— S 


of 


LE 7% 


ces 8 je £4 tiens 2 n l le lan 
| gage ſuivant. 8 oy 1 x. kd Brh 


Les conſonnances & les pg, 


5 EVER 5 


la gamme compartes avec leurs baſles na- 


turelles, nous ont donné les 7 nombres, 


qui nous ont guide dans la recherche des 
accords compoſes ; ces 7 nombres paroiſ- 
fent renfermer toute la richeſſe barmoni- 
que: cela pourtant n 'eſt pas ainſi; Vima» 
gination a introduit en Mufique des com- 
binaiſons d accords qui ne font guere har- 
monieuſe: dans les meilleurs compoſitions 


on trouve des ſeptiemes combinees avec des 


accords de ſeconde, de quarte & de fixtez 


des quintes combinges avec des accords de 


quarte & de ſeconde z de neuviemes combi» 
nées avec des accords de tierees, de quinte 
& de ſeptieme: ces accords ainfi combin6s, 
ne ſonnent pas dans l'ordre naturel a Fhar- 


monie ; la raiſon les condamne; mais le 


Genie plus hardi va au dela de fon : 


empire, & fait ſonner a la baſſe, par an- 


ticipation, la tonique, la tierce qu la quinte, 


tandis que la diſſonance de ſenſible ſollicite 
encore le retour du, repos des ſans. de la 
Nature; il en uſe de la meme maniere de la 
tonique & de la tierce pour la diſſonanee de 
la dominante, quoique les baſſes ſont notes 


 Etrangeres aux uniſſons graves del n, 
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The pes; nad difſonances of 
the ſcale, | compared with their natural 


which have guided us, in finding out the 


appear to contain all the rich fund of bar - 


ſeventh is found combined with the accords 


baſe; by anticipation,” ſound the ronict, the 


ture. The (at 
and ird, for the. diſſonance of Sth, 


thelb 3 I:addreſs him in * following 


baſes, have yielded us the ſeven numbers, 
compound chords: Wer fen numbers 


harmony: it is however otherwiſe, Ima- 
gination has intfoduced in muſic, combi- 
dations of accords, which are hardly har- 
monious: in the beſt compoſitions, the 


of the ſecand; the fourth; the fixth ; fiſths 
with the accords. of the fourth, .and ſecond; 
ninths, with thoſe of the third, fifth, and 
ſeventh; which accords, thus combined, do 9 
not ſound in the natural order of harmony: 
reaſon condemns them; but bolder genius : 
exceeds her timid e and makes the 0 


ird or the fifth, while the diſſonance ok 

the ſeventh yet calls for the return of that 

reſt, which is formed by the ſounds of na 
me thing is done with tonickh 


although the notes of the baſe be foreign | 155 
to the grave uniſon of harmony. 1 1 
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Les g nombres ſuivans ri pendent Ares 

98 nene q' accords extraordinaire'!*” 
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e pig $139} 12 

Fram . Wh jon boden, an eat 


i * © wy 5 bob ige vl, rec dais: 
1 treizieme & onzieme, renverſces d une 


1 grove, nne a „n & 
3 à l quaste t {i 2 Yaoi 
38 Armee ieee anne M 
Wd & ſeptieme' & Axle ſont les noms abregtaiges 
Wh accords qui repondent A ces trols WN 
* bons esttsordtüsires. gl 
1 Ne thetchons pas iel & Toulsir ace, 
—_ expliquer & borner les reſſorts du Genie) 
contentons nous d' obſerrer & de cueillir. 
Ne generaliſons pas n nos idées; ces accords 
extraordinaires ſont trop diſonans Pour 
pouvoir etre formes. par toutes les harmo- 
0 nies, ils exigent un grand repos ; la con- 
* ſonnance des ſons primitifs de la Nature 
Wl feule eſt: ſuffiſante pour les: ſauver+ atten- 
=: dons pour anticiper à notre tour que le Genie 
- ait ſollieité, par anticipation, les autres repos 
de la gamme. Contentons nous de du 
ſebtiemer & newvlmen 4's tx , & 
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The three! following numbers Infobe to 
un extract _— combitiations of accords; 
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- Thi Vents and ndnd wont by 
an octave towards en e en 10 
fxth and fourth.” | 


the accords which anſwer "ey three en- 
4 traordinaty combinations. „ eee YORNR. * 
Her, A us not here staben to/detail; 0 
me; explain or limit the ſprings öf genius; but 


Mr. let us be contented With obſerving them, 


i aud gathering the fruit of our obſefvations. 
1 Let us leave aſide the general ideas: theſe 
4 extraordinary accords are tos diſſona nt'to 
be formed 'by every harmony, they require 


a vefy | full reſt; the conſonance of the primi= 


them. | 
to 2 1 5 


called for the other reſts in the ſcale. ' We 


2 tnuſt not on bur part, a 
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The ſeventh ud 55 — * PR : 
ſeventß and Arth, ate the abreviations of | 


tive ſounds of nature alone, is able to _ 
barns] 
till genius, by antiripation, Bas 


muſt content ourſelves with raub event it 
and e Sa two. bende and FORE ; 


1 


„ 


guartet, & d'une ſeptiemo & ſinted de cha- 
daun des cing, retranchons un ou deux gc- 
cords ſimples & nous aurons auſſi les ac- 


* 
8 — «ka AC. Aa 
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N cords compoſes extraordinaires d une mn 
"Dna dre combinaiſon. | 

Mo Je termine la doctrine des accords par 
/ © les | accords, irreguliers. de neuvieme, & 


de quarte, qui ſont introduits en Muſique 
pour ſuſpendre Vaccord parfait, dont Foes 
tave eſt ſouvent precede par la nenvieme; 3 
& dont ha Ugrce, Wt en P ced 
3 "Poor Actions "wc le ons 7 5 ompo fy 
Rm. reſts peu de choſe à dire: 1A. 4 Lerige.. en 
partition eſt plus pratique que theorique. 
Le Diſciple étant familiariſe avec la lecture 
Muſicale ſur toutes les clefs, nous ẽtudions / 
le caractere, la forme & le fiyle des differens 
morceaux de NMuſique dans les partitions des 
hommes de genie, Je fais remarquer au 
Diſciple, Petendue & 1 effet des voix & des in- 
| ftrumens,; } indique les limites · que la Nature 
leur a. poſe, mais je le previens, qu'on ne 
peut plus ſuivre les loix ſages de la Nature, 6 I 
on veut avoir du ſucces ;. car nous ſommes 
aux anges, quand une voix 8 Echappe par 
inſtans hors les bornes ordinaires: les in- 
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0 ſtrumens A vent ne peuvent _ conſacrer 
P Fs leurs 


( 6 } 


and ſeventh and tb from each of the 
fifths, let us take one or, two. ſimple accords 
and we mall have alſo the -extraor dinary 
compound accords: of a leſs combination. 
I conelude the ſyſtem of accords: by che 
irregular;; ones of the ninth, and fourth; 
which, are. introduced, in muſick, in order 
0 ſuſpend the perfect accord: the octave of 
which, is frequently preceeded by the ninth; 


the uy, 190 ſometimes Ou by, the N 
fourth, . 


A 
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Little ow, remains, to compleat the 
iefſons on compoſition. The art, of writg 0 "og 
in Partition, belongs rather to practice N 
theory. The pupil being now able to rd 
muſiek with * Facility i in all keys; We mut 1 


S 


tuch the Her. form and ftyle, of the dif- 
ferent pieces of muſick, in partitions, of men 
of genius, I make him obſerve the extent and 
effect of the voice and inſtruments ; ; I ſhow 
him the limits which nature has given them, 
but warn him, at the ſame time, that i it is 
in vain that the Artiſt hopes for ſucceſs, if 
he follows the wiſe laws of nature. In fact 0 
we ſee an audience tranſported, and i in ene 
taſy, when à voice exceeds the ordinary _ 
| bounds: the wind-inſtruments can no * Irs 
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wire chaiits A la ſeule imithtiol de & n | 


lhe," nous leur demandons des vatia- 


nous Ga on eft oblige de Eos our du violdir 


ſur le violoncelle, du flageolet & de Ta ſeri- 


nette ſur le yiolon. . Par conſequent * 
compoſiteur eft oblige de ecrire ſur une sten 


due. illimitee. La Nature, A la verits, Ha | 
4 
par fois des prodiges ; | nous avons pa rmi 


nous des Stres privilegics, qui ont recule 


| les bornes tant des voĩx y og des inſtrumens: 


mais on ne peut pas les imiter qu a aur de- 
pens « de la beauté & de la force. e 
Sachant analyſer & admirer les che 


& uvres de compoſition ; ayant epuré le 


goũt par la comparaiſon, & ſachant diſtinguer 
le bon du mauvais, nous mettons auſſi nos 

| conſtruQions harmoniques en partition, tou- 
: jours de deux manieres : 3 1?  Confirufive- 
ment, abſtraction faite de 5 meſure, & 
255 meſurant, animant & embelliſſant nos 
conſtructions harmoniques avec we les 
richeſſes de la nenn, . 
Enfin pour dernier conſeil-; 40 P20 Jag 


f Diſciple: ; voulez vous plaire a Poreille? « 
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9 75 . „ 
devote their ſtrain: to the imitating of tile 


human voice alone; variations, ſonatos and 


concertos, are required from them. In or- 
der to pleaſe us; the violin muſt be imitated 


on e ee the pipe and bird-organon 
the violin, The compoſer is thetfore oblig- 


ed to white in Unimitecl beim Nes 


has without doubt performed wöfiders, me- 


times: thete are among us pfiviledged in 


Mvidüäls, who have paſa the limits Yee! 
ſcribed both to the voi 


5 "and wüde: 
however they a are not to 15 imitated but at 
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the expenſe of beauty ah and ener EN. : 
The pupil being now able to analy He's 
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aamire t the maſter- pieces of 5155 ng ; and i 
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having rectiſied his taſte by com pariſon; and 
knowing, how to diſtinguiſh. the 0 from 


os Ys 


the bad; we. may venture to put our "har- 


* 


monical conſtructions into partitions; in t W mom 


ways as uſual... Firſt, conſtructively, laying | 
Secondly, meaſuring, 
animating and embelliſhing our harmonical = 
ne with all the en and denn 5 


alide the; meaſure. | 
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 cliez un aliant werſifił & rims,” ib est lymmé- 
 trique & agréable. Voulez vous parler 
er: un chant profaique, irrgulier 
& rapide. Mais necriven jamais que pour 
exprimer le beau en moral, ou pour peindre 
le beau en phyſique. Conſultez le ſentiment; 


& prononcez les accens Ptecipites. & cou 


de la ame 7 £1 _chantez.. les aimables 1 
fections: employez les ſons les plus hardis, 
f a imiter h, Nature dans ſes 
phenomens : 1 regardez les. gracet, „ Jous 
voulez 0 leſiner les pas du mouvement. 
Accompagnant votre chant, . penſes que, | 
temptte, a ſes acceſſoi res propres; 31 la 
phyſionomie & les geltes de ja pation opt 
plus varies & plus animes que, ceus Tune 
legere affection. ee wo 
Dans mes legons J 'ajoute' ie ect expoſe” tout 
ce que m inſpire art du Maltre; en en- 
feignant, la méthode ne peut pas Are 
ſtable tout-à-falt, intelligence des E leves, 
leur habileté; leur age, leur goùũt 
diſpoſition" du moment la if 
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rain bred and X TOP FR Arain 10 ; 
ſymetrick and agreeable. Will you addreſs _ 
the ſoul? ſeek for a profaical, irregular, ra- 


pid train. Let the paſſions be heard, by 


- — 2 — 


their quick and broken accents: ſing more 


gently the amiable affections: 4 employ the 0 1 


boldeſt ſtrain to /imitate, nature in her 1 won- 
ders: and attegd to 


races. in the ca- 10 


dence of motion. e. the accompanyments 


F 75 


of our melody 3 


9 


N 


their proper acceſſories: and that in . 
countenance and geſtutes of paſſion, there 
is more variety and animation, os.) in the 3 


* 


mild ſentiments of the heart. 


In my leſſons, I add to what I have 6 90 
explained, all that the art of a Maſter in- 


ſpires me with. I muſt at the ſame time 


obſerve; that, in teaching, the method 
cannot always remain the ſame; the un- 


1 inder that ſtorms Ws 17 


derſtanding of the ſcholar, his capacity, hi? 


age, his taſte and temporary CURIE. . | 


cellantly varying it. 0 
My terms are, half a r guines': a effon, 40d 
! alk no entrance. OO 
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